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interpretations of this 
music teacher Nrsimha- 


Sastra. The only com- gupta. Who is _ this 
mentator whose work : i Nrsimhagupta? He _ is 
has been recovered is Continued from Bulletin No. 5 ALIA own father. 
Abhinavagupta. Even This we know from an 


his Abhinava Bharati is 

available in the Madras manuscript only up to a 
part of the arar:ara and there is some lacuna in 
the seventh chapter. The 8th is also missing. 
The Abhinava Bharati, edited by Mr. R. Kavi, 
in the Gaekwad series, is a store-house of 
information, giving us material to construct 
a history of early Sangita literature. Abhinava’s 
life was a full and very rich one. His place in the 
history of Kashmir Saivism is as great as 
that of Sri Sankara in Advaita literature. His 
importance in Alankara, i.e., poetics, is also as 
great. He studied the Natya Sastra under ‘the 
good Brahmin’ Tota, Bhatta Tota or Tauta, 
the author of Kavya Kautuka, an Alankara 
work upon which also Abhinavagupta has 
commented. Tota was a scholar of Natya and 
music and Abhinava often refers to his inter- 
pretations of the text of the Natya Sastra in 
the waifaare also as Upadhyaya’s mata. Besides 
Tauta, one Nrsimhagupta alias Mukhala 
(Cukhala) was the preceptor in music to 
Abhinavagupta. He mentions this music teacher 
in two verses at the end of chapters 20 and 27: 


sfacquatiicans afaeared saz pais 

ad aa aaa eeracrneqeraa wae Tas 1 

Tacgaraaay: fra qeefra: | 

4 te (@) frafacqgsca: sanfafe aaareerata 1 
Since Abhinava refers to Bhatta Tauta in his 
Abhinava Bharati invariably as Upadhyaya 


only, one or two references to one Acarya 
available in the warfare may be taken to re- 
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anonymous commentary 
on Abhinava’s Saiva work called zacqeafiran- 
faafit (R. No. 4353, p. 6399, Mad. Cat. 
Triennial, 1922-23 to 1924-25). Vide my article 
in the “Journal of Oriental Research”, Madras, 
Vol. VI, part 2, on the writers quoted in the 
Abhinava Bharati. 


Kirtidhara 


The other commentators on the Natya 
Sastra as given by Sarngadeva are Lollata, 
Udbhata, Sankuka and Kirtidhara. Though 
mentioned last in Sarngadeva’s list, if it is a 
fact that his work was a regular commentary 
on the Bharata Natya Sastra, Kirtidhara was 
the first known commentator. Abhinava quotes 
him four times. The first reference is in Chap. 4, 
in the discussion on the difference between 
ga and arza (p. 208, Gaek. Ed.) The other three 
references to Kirtidharacarya are in the Warfiarz, 


the music section of the Natya Sastra. The 
first of these occurs in the arqeqra. (Vol. 


IV, p. 42). The next is found on p. 50, in the 
same.volume. The last reference to him is on 
the group-dances to be performed in the Purva 
Ranga. Abhinava says here that he is going 
to give additional information from Nandi- 
kesvara, on the authority of Kirtidhara, who 
quotes Nandikesvara: 


‘aqaa atfrna areazacanaafaeda (2) | 


afird az-at (em) fir: are, ceraard feat 


Then Abhinava gives. on pp. 51—54 large prose 


extracts from Nandikesvara as given by Kirti-- 


dhara. 


The Sangita Meru of Kohala, in the extracts 
given by Kallinatha therefrom, quotes Kirti- 
dhara, p. 677. So Kirtidhara is earlier than the 
Sangita Meru. a ; 


Udbhata, Lollata and Sankuka 


It is now accepted by all scholars that the 
great Alankarika, Udbhata, wrote a_ regular 
commentary on the Natya Sastra. Abhinava 
refers to his interpretations and views four 
times at distant intervals in his Abhinava Bharati. 
First, he refers to the followers of Udbhata in 
Chap. 6, on the Natya Angas (p. 265, Gaek. 
- Ed.). - Then in Chap. 9, (Vol. 11, p. 307, Mad. 
MS.), Abhinava quotes Bhatta Udbhata on 
aan. The third reference is on p. 472, 
Vol. II. The fourth reference to Udbhata is 
on p. 479, Vol. H, in the chapter on ayeq. 
This reference shows that Udbhata recognised 
only three Vrttis, and even those three, of a diff- 
erent nature from Kaisiki, etc. There is another 
reference which does not mention him but 
presupposes him and his view ofthe Vrttis. 
(Vol. Ill, p. 4.) 


_ Here in the first reference, as well as in the 
fourth, Abhinava first gives Udbhata’s opinion 
and then Lollata’s refutation of Udbhata’s view. 
One of the two references to Udbhata in 
Rajasekhara’s Kavyamimamsa also is of the 
same nature. Thus Udbhata was the earlier 
‘commentator and Lollata and Sankuka came 
afterwards. Udbhata was the Court poet of 
‘King Jayapida of Kashmir (778—813 A.D.). 


As regards Bhatta Lollata and Sankuka, 
there is no doubt of the fact of their having 
written commentaries on the Natya Sastra, for, 
references to their interpretations of particular 
texts in Bharata are profuse all over the 
Abhinava Bharati. Lollata flourished about 825 
A.D. and Sankuka a little later, about 850 A.D. 


Sri Harsha’s Varttika 


Besides these direct commentaries, the 
Natya Sastra had two other commentaries, 
Varttika and Tika. Abhinavagupta quotes 
often Sri Harsha and his Varttika in the first 
six chapters, Altogether there are eight quota- 
tions from Sri Harsha’s Varttika. The quota- 
tions are mostly in Arya verses and occasionally 
in prose also. Thus the Varttika was mainly 


in Aryas and occasionally in prose. Sarada- 
tanaya in his Bhavaprakasa also refers to Harsha 
and his definition of the Uparupaka called 
Totaka (p. 238-1. 5). This Sri Harsha is not 
the Royal dramatist and patron of poet Bana, 
since in a reference in the tfaatc to the 
music verse of King Sri Harsha, found in two 
of his dramas, Abhinava does not refer to him 
as the Varttikakara. Itis strange how Abhinava, 
who quotes. Harsha so often in the first six 
chapters, never quotes him in the later chapters . 
on dance and drama proper and music. Perhaps 
Sri Harsha’s Varttika was available even to 
Abhinavagupta only in fragments at the 
beginning. 


The Tikakara 


The name of the author of the Tika on the 
Natya Sastra is not available. Beginning in 
the 22nd Chapter, there are seventeen references 
to him in the Abhinava. Bharati, (mostly in the 
aarhrat). 


Earlier also there are two references to him 
in Chapter VI. Abhinavagupta quotes him only 
to refute him. It appears that the Tikakara 
on the Natya Sastra blundered hopelessly in 
the watfiarn. All the seventeen references to 
him are those in which Abhinava completely 
ridicules him. From one of the references we 
see that the Tikakara quotes Kasyapa (Vol. 
IV, p. 2). The Tikakara finds some dis- 
crepancy between Bharata and Kasyapa which 
Abhinava removes. In one reference to the 
Tikakara, we find him quoting Sadasiva and 
there is mention of one afq@ as the Guru of 
the Tikakara (p. 25, Vol. IV). 


Besides these commentators on Bharata’s 
work which dealt with dance and music, there 
are some more names also whom we may take 
as writers on Natya and music from Abhinava- 
gupta’s references. 


Bhatta Sumanas 


This writer is quoted in the 32nd Chapter, 
in the mara (Vol. IV. p. 32). Since the 
reference occurs in the tafyarc, Bhatta Sumanas 
must be the author of some work on music. 
The reference given by Abhinavagupta is to 
his interpretation of a verse in Bharata. 
Perhaps he commented on Bharata, or only 
on the Warfare in Bharata or’ had occasion 
to quote and interpret a verse from Bharata in 
an independent work of his. 


‘Kirtidhara is quoted often by Jayasenapati in his Nritta—ratnavali which I am editing now. 
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Bhatta Vrddhi 


This author also wrote some work on music. 
He is referred to in the mera (p. 203, 
Vol. IV). 


Ghantaka 


Poet Ghantaka is quoted by Abhinavagupta, 
but only on a topic in dramaturgy. If, however, 
poet Ghantaka also was a commentator on 
Bharata, it follows that he was a writer on music 
as well. 


Sakaligarbha 


From Abhinava Bharati (Vol. II, p. 480), 
we come to know of a new writer on Ntya 
named SakaliGarbha? He has a curious view 
of five Vrttis in dramas His work on Natya 
might have dealt with music also—undoubtedly 
so, if he is a commentator on Bharata. 


Rahula 


Rahula is an early writer on music. Sarnga- 
deva mentions him among his authorities as 
Rahala. 


eafag a firgus: trae TET | 
Abhinava quotes him thrice, first on the 
difference between Natya and Nrtta in Chap. 4, 
p. 172 (Gaek. ed.), then on p. 197 of the same 
edition and then in the 23rd Chap. on @fzra, 
p. 38, Vol. III, Mad. Ms. The third reference 
is reproduced in Abhinava’s faithful follower, 
Hemachandra’s Alankara work, Kavyanusasana. 


WFAA AEM TAA era a ferenea TAT STC 
danriaae tsenfinicaragakth: staan: | 

Hemachandra, K.A.,N.S. ed., p. 316. 

aa deqacnfiaed oararctenaft aeargaraay- 


cgmfefictirard faeataert agar | 
Abhi. Bhar. 
The context is wararatieag and» the 
Alankaras of women aia, gtaetc. Abhinava 


criticises Rahula for holding wry, Hz etc. 
also to be Alankaras. In the reference given 
above, Abhinava, in the text in Madras Ms. 
refers to Rahula as weary. It is likely 
that it is a scribal error for mr#ararz, since 
we find it so in Hemacandra, who is always 
very useful in deciding the text of Abhinava’s 
works. He was a Buddhist. We had among Bud- 
dhistsmany such writers on such secular sub- 
jects. One Padmasri is known to us as a Buddhist 
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monk who has written the 
called Nagara Sarvasva, fr 
in addition to what we know from the second 
reference to Rahula, that the Buddhistic 
Sampradaya on topics of Alankara, etc. had their 
own deviations and peculiarities. Thus Rahula 
either commented on the Natya Sastra or wrote 
a big treatise on dance, drama and music like 
the Natya Sastra. : 


pornography work, 
om which we learn, 


Bhatta Yatra 


_ There is only one reference to Bhatta Yantra 
in the Abhinava Bharati and that too only on 
dance It is in chapter 4, p. 208, (Gaek. ed.) 
on the difference between Natya and Nrtta. 
If he is a commentator on Bharata, to decide 
which sufficient evidence is not available, we 
have in him a writer on music also. ; 


Rudrata 


Sarngadeva mentions Ru 


drata as a Sanpi 
Acarya: oe 


wal ara Mayas | 
Confirmation of his having written a work 
on music comes froma reference to him by 
Abhinavagupta. Abhinava criticises Rudrata as 
having written without understanding Bharata: 


eat (a) fefreg cane a (oa) cama: serait 
Wasa: ala qexae aE: 


p- 160 Vol. IV. 


This Rudrata is the Alankarika, author 
of the Kavyalankara, whom some scholars 
identify with Rudra or Rudra Bhatta, author of 
another Alankara work called Srngaratilaka. 
Rudrata is placed in the 9th century. He is 
thus a contemporary of King Avantivarman 
of Kashmir and the great Alankarika Ananda- 
vardhana. Rudrata is quoted by Kallinatha, 
once independently and, again, as being quoted 
by Matanga, 


ag aad wana meats: weqaeaay eatery 
aafreang Rate Ret HAT TeAMeas aaa 
S.R. p.82 


Mr. R. Kavi, as usual, without evidence or 
authority, postulates the identity of this Rudrata 
with Medhavi Rudra, another writer on 
Alankara, which is wrong, and again both of 
them with Rudracarya, protege of Kngi 
Mahendra Vikrama Pallava and author connec- 


ted with the Kudumiyamalai music inscription. 
This triple equation is absolutely baseless. 


Bhatta Gopala 


Abhinava refers to this writer on music 
twice. He first quotes him and his aradifoar 
in Chap. 12, on p. 332, Vol. Il, along with 
Bhatta Lollata. He promises here to come to 
the topic of wart in the qareaqta and 
accordingly, in the qrareqla, he again quotes 
Bhatta Gopala, who, he says, has refuted at 
length in his Tala Dipika the araratata of 
his predecessors. 


“sq Baqate wetletetuenie da qasit 
aa?) madtiiae Preaadadl gaarerai faa: 
saeaat ghia: ag area fea Preaa: eareay” 

Vol. IL. p. 382. 


“qafe agile: carta 3 aa fapareta v" 
Vol. I. p. 181. 


Matrgupta 


Matrgupta is referred to by many writers 
and his Anustubh verses on subjects of Natya 
are found quoted in Ranganatha Diksita’s 
commentary on the Vikramorvasiya, Raghava 
Bhatta’s commentary on the Sakuntala, etc. 
His work should have been in Anustubhs, modell- 
ed after the Bharata Natya Sastra treating of 
music also. For the reference in Abhinava 
Bharati to Bhatta Matrgupta is in the arareara, 
(p. 32, Vol. IV.): 


aalaed wgargeta— 
Cqed q ada WalSaeretatfeaa: 
Sarngadeva mentions him as a Sangitacarya: 
STA MATA Taal afeeazat: | 
The reference in Narada’s Sangita Maka- 


randa, p. 13, to one Matragupta is evidently 
only to Matrgupta. 


Maitrgupta lived in King Sri Harsa’s time, 
607-647 A.D. He was a great poet and was 
Jater made king of Kashmir. 


Priyatithi 
This is a very new name in Natya literature, 
which we-are given by the Abhinava Bhauzati. 
It quotes this writer on Natya on the subject of 
Saindhava, one of the ten Lasyangas: 
“Senfafanafa: (fafi:) givadtata agg (x) 
sqlaca a ad a ala are da fafa, xaaza 1? 
p. 537, Vol. II 
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Priyatithi wrote against Bharata’s view and 
Abhinava criticises him for this. 


King Bhoja 


About the time of Abhinavagupta the Para- 
mara King Bhoja ruled at Dhara (A.D. 1010- 
1055). He was a patron of arts and prolific 
writer. Bhoja’s literary period was a little later 
than that of Abhinava. Sarngadeva mentions 
Bhoja in his list and Saradatanaya quotes him 
often in music also along with Somesvara. We 
can believe that King Bhoja, master of all 
arts and sciences, wrote on Sangita also but we 
want evidence for accepting Mr. R. Kavi’s calm 
assertion that Bhoja’s Sangita work was called 
aita-starz, which name is only a fancy, built on 
analogy the of the name of Bhoja’s great 
Alankara work called Sringara Prakasa. 
Parsvadeva says taht Bhoja gave the technical 
terms music in the Bhandika vernacular in his 
work on music. 


Somesvara 


aadt & alae: artaaetata: | 

This reference in Sarngadeva gives Somesa, 
Paramardi and Jagadelcamhipati as Sangita- 
caryas. Saradatanaya in his Bhavaprakasa 
refers to. Somesvara along with Bhoja twice. 
Saradatanaya says that he is not elaborating 
music since it has been already dealt with 
by Somesvara and others. The Sangita Samaya 
Sara of Parsvadeva quotes him with Dattila, 
as having dealt with Tala, and with Bhoja as 
having given the technical terms of music in 
the Bhandika Bhasa. This’ Bhandika Bhasa 
is a vernacular and very highly musical are and 
agrammar of it is available in the Tanjore 
Sarasvati Mahal Library. In that grammar, 
a beautiful story of the origin of that vernacular 
is given. It is said that when Krishna danced ~ 
the Rasa, along with the Gopis from all parts of 
India, and when each sang in her own tongue, 
there arose, in that beautiful medley of tongues, 
the very musical language of the Bhandika. 


Who is this Somesvara who is cited as an 
authority on music? The Editor of the 
Bhavaprakasa in the Gaekwad_ series, Mr. K.S. 
Ramaswamy Sastrigal, discusses this question. 
In Sangita we know of two Somesvaras. One 
is the Calukya King Somesvara III, who compos- 
ed an encyclopaedic work called Manasollasa or 
the Abhilasitartha Cintamani, in the year 1131 
A.D. This big work, part of which has been 
published from Mysore and Baroda, is said 
to contain a very big section on music. This 


portion, when published, will light up our field 
very much. It is very likely that it is this 
Somesvara whom Sarngadeva and _ others 
mention. 


Another Somesvara is known as the author 
of a music work called Sangita Ratnayali. Some 
identify Sarngadeva’s Somesvara with this 
Somesvara. 


Bhatta Soma Carana 


But all are agreed that Somesyara was a 
King and Kshatriya. If so, we had another 
writer on music called Soma or Bhatta Soma 
Carana, a Brahmin. The learned Ranganatha 
Diksita, in his commentary on the Vikramorya- 
siya, Act. IV, quotes him after quoting Matanga, 
on the sam or the seafiar aifa, (p. 89, Nirnaya 
Sagar Edition). 


King Paramardi 


This word is taken by some as an attribute 
of the above-mentioned King Somesvara, 
qqaaf a alam amzaudtafa: | Mr. K. S. Rama- 
swamy Sastri takes Paramardi as a separate 
name, as a different writer on music, identifiable 
with a king of that name of the Candel dynasty, 
a scholar and patron, who reigned between 
1165-1203 A.D. This latter view is the justifi- 
able one Parsvadeva in his Sangita Samaya 
Sara (on p. 24, Tri. Edn.) quotes King 
Paramardi, in the saeqreqra, i.e., Chapter 4. 


“ee aa mah ead BAAT ATTA | 
anit: afradta wafers u” SI. 6. 


Nothing more is known of King Paramardi 
or his work on music. 


Nanya Bhupala 


Through the kindness of my professor, I 
got the manuscript of the work of Nanyadeva 
from the Bhandarkar Oriental Institute, Poona. 
The work is incomplete and is generally called 
in the colophons Bharata Bhasya. But two 
of the colophons style it as Bharata Varttika, 
The work quotes Narada’s Siksa and the author 
of the faaca dat on the arata-farat, Sikshas, 
of Panini and Apisali, Bharata, Matanga 
and his Brhaddesi, Tumburu, Kasyapa and 
Brhat Kasyapa, Visakhila, Yashtika, Dattila and 
Abhinavagupta. Two names among the writers 
quoted must be noted. They are sages siftan 
and a7, of whom we do not hear else- 
where. References to these two are on p. 64a. 
The Kalika Purana is referred to by Nanyadeva 


27 


on page 132a, as containing the treatment of 
the gita called mfazan. 


The colophon has sometimes this suggestive 
word—‘afqaiz’. From this we come to 
know that Nanyadeva’s work is very big and 
divided into four sections according to the four 
Abhinayas—afan, aifta, atfan and send. 
The first section—Amsa—called afa, deals 
with Sangita. The portion dealing with music 
alone is available in the manuscript above 
referred to and even this runs to 221 sheets. 


Nanyadeva, as one mentioned by Sarnga- 
deva, is earlier to Sarngadeva. Nanyadeva was 
king of Mithila. He calls himself by the name 
fafaegac and aeraracarfaafa. He has another 
name also—Rajanarayana. 


“ed afeafa (fh) ar: aaa: oftatfear: | 
Usage sttearanprs 1” 
p. 12a. 


His work called Bharata Bhasya and Bharata 
Varttika has another name—Sarasvati Hrdya 
Bhusana or Sarasvati Hrdayalankara or Saraswati 
Ardaya Alankara Hara, as described in the 
different colophons. 


Bindu Raja and Ksetra Raja 


Of these two authorities enumerated by 
sarngadeva, we have no further knowledge. Both 
look like historical personages. Kohala, as 
quoted by Kallinatha, quotes one Sau on the 
acada called zaftaafiata on p. 688. If Ksetra 
Raja is the same as this Ksemaraja we may 
take him as a writer earlier than the Sangita 
Meru. 


Lohita Bhattaka and Sumantu 


These are two more writers quoted in the 
Sangita Meru. They are certainly historical from 
what we see by their names, but further light on 
these two is no yet available. We know of 
Sumantu who was a sage, who is mentioned 
in the Maha Bharata and Asvalayana as one 
of the five arcararas, not axarags. He was 
one of those who edited the Maha Bharata after 
Vyasa. He is mentioned thus— 


arg Sfata de ga da aaa | 
ACT AAT ASTARAT AAT I 
dfared: qaaeda aaer watfa: | 


Saradatanaya 


Now let us come to the third source of in- 
formation, the Bhavaprakasa of Saradatanaya, a 
work on dramaturgy ascribed to the period 
1175-1250 A.D. 


Saradatanaya, if the above given date is 
correct, was living in Sarngadeva’s _ time. 
Saradatanaya was, as his name shows, born of 
the grace of Sarasvati. In the 7th Chapter of 
his Bhavaprakasa he takes up Sangita and after 
elaborately telling us of the physiological process 
of aaikufa, just touches music and leaves it 
saying that he need not deal with it further, since 
Bhoja, Somesvara and others have treated of it. 
From this same reference in Chap. 7, we learn 
that Saradatanaya himself produced a compan- 
ion work, certainly earlier, on music called 
Saradiya. 


“nants uedtaret sae ary afte 0” 
p. 194. 


Further, Saradatanaya refers to many other 
works and authors on Natya and music. The 
following are noteworthy since they are not 
referred to elsewhere : alffat, mesdfraa and 


Gandharva Nirnaya 


The aerdfaq is a work on music, 
treating of Natya also by the way. Saradata- 
naya refers toiton p. 266 in Chapter 9, in the 
description of the minor Rupaka variety 
known as seittan, which is a atasaea, an operatic 
composition: 


‘ahaa art Sit ahd saga 

aearared area fad eaatitd a 

The author of the Gandharva Nirnaya is 
not known. 


Drauhini 


The quotation in the Bhavaprakasa in the 
name of Drauhini, on page 239, line 1., is on 
Vrittis and Nataka: 


‘oradtafars era sf: AR eadiay’ 


From this reference we can take him to be 
an author on drama only. But Rajasekhara 
in his Kavyamimamsa quotes him twice and 
from the first quotation there, we can surely 
make out Drauhini as an author of some music 
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work. This reference makes Drauhini praise 
music as the Sth Veda. 


“Faqtara aaafia: Gam wade: =fe Afefiy: 1” 
K.M.p. 2 Gaek Ed. 


Thus Drauhini’s work, like works of the 
early period, comprehensively dealt with Sangita 
proper, with 1ts three departments. It is also 
likely that Drauhini is only Druhina’s son, i.e., 
Narada. 


Vasuki 


Vasuki is a mythological name. Vasuki is 
quoted twice by Saradatanaya. He is earlier to 
the Bharata Natya Sastra, if we rely upon a 
verse attributed to him by Saradatanaya, which 
is found quoted by Bharata. Vasuki is not 
enumerated by Sarngadeva or Narada nor is he 
quoted elsewhere. Narada’s list however con- 
tains a name aja, which, if it is taken in the 
meaning ‘snake’, may refer to Vasuki, but this 
is quite far-fetched. 


Kalpavalli and Yogamala 


The Kalpavalli or Kalpalata and the Yoga 
Mala Samhita quoted by Sarngadeva are defini- 
tely works on Natya but probably these two 
devoted some of their chapters to the Samana 
tantra (allied science) music also. The Yoga- 
mala Samhita seems to be in the form ofa 
dialogue in which Siva teaches Natya, etc., to 
Vivasvan i.e., Surya. Surya seems to have some 
part in the history of Natya and Sangita. 


Vyasa and Agastya. 


Saradatanaya mentions at the beginning 
of his work that he studied and learnt the 
schools of the following writers on Natya— 
Sadasiva, Siva, Parvati, Gauri, Vasuki, Sarasvati, 
Narada, Kumbhodbhava, i.e, Agastya, Vyasa, 
Bharata’s pupils, and Anjaneya. Of these we 
have already dealt with Narada, Vasuki and 
Anjaneya. How Sadasiva and Siva, and Parvati 
and Gauri are separate and different we are 
not able to understand. Vyasa is quoted now 
and then by Saradatanaya. There are two 
possibilities. Some of the Puranas of which 
Vyasa is the general author contain chapters on 
music. Opinions quoted as Vyasa’s may refer 
to opinions contained there. But such referen- 
ces are not traceable to the Sangita text in the 
Puranas. The story of the origin of Natya 
which Saradatanaya attributes to Vyasa, the 
exact number of acts in segfeaia according to 
Vyasa referred to by Saradatanaya, are not 


traceable to the known Puranas which deal with 
drama and music. The other possibility is that 
there was some work on Natya current as 
Vyasa’s. Anyway Vyasa is not a mere name, 
since Saradatanaya attributes to him two definite 
opinions on pp. 55 and 251. The name of 
Agastya does not seem to appear anywhere else. 
As a matter of fact, in literature, Agastya is a 
rare name in Sanskrit. It is only in Tamil 
that he is the eponymous father of all literature. 
. Saradatanaya, as the editor of his work suggests, 
_ was thus -possibly a South Indian. But in the 
’ body of the Bhava Prakasa itself, no quotation 
_ from Agastya is found. 


Parsvadeva 


' The Sangita Samaya Sara of Parsvadeva 
published in the Trivandrum Sanskrit series is 
mainly a work on music, but it treats of 
dance also in Chapter six. Parsvadeva, as his 
name indicates, was a Jain. He and his father 
were great scholars of the Natya Sastra. 
The upper limit of his date is easil fixed. He 
quotes these authors: 


1. -King Bhoja. 2. King Somesvara. 
3. King Paramardi. 4. King Pratapa. | 5. 
Digambara. 6. Matanga. 7. Sage Bharata 


and 8. Dattila. 


Of these, the references to Kings Bhoja, 
Somesvara and Paramardi are valuable and they 
fix the upper limit to Parsvadeva’s time. King 

‘ Bhoja ruled between 1010 and 1055 A.D. 
Paramardi flourished about 1165 A.D. and 
Somesvara about 1131 A.D. Parsvadeva is thus 
later than the 12th century. Sarngadeva does 
not refer to Parsvadeva. Singa Bhupala (about 
1330 A.D.) quotes him often in his commmen- 
tary on the Sangita Ratnakara. Thus his date 
falls between 1165 and 1330 A.D. : 


The manuscript of the Sangita Samaya Sara 
in the Madras Mss. Library (No. 13028) gives 
much information about the author Parsvadeva. 
Parsvadeva was the son of Gaum and Adideva 
and disciple of one Hatzarz, who was himself 
the pupil of saqaez. The paramaguru was 
thus a Jain and born of Brahmin parents. 
Parsvadeva was a convert to Jainism. Parsva- 
deva mentions in the beginning that he consulted 
the following authorities: azax, gas, as, 
ada, aad, afar, alee and eqarq. Parsvadeva 
gives the name of his family as 2fta-sraq. The 
colophons mention the names of his guru and 
paramaguru and the titles of Parsvadeva. 
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In the first verse in Chapter], Parsvadeva 
says that he is going to tollow Bhoja_ and 
Somesvara in giving the technical names of 
music in the Bhandika Bhasa: 


wearer: asetiaafehr: | 
Tawa: Faq aed asada: 1 
S.S.S. 11. 1, 


; We know of certain new writers for the first 
time from Parsvadeva. 


King Pratapa 
King Pratapa is qoted on p. 29: 
Gamera aa ea’ warafy ar | 
siftantsataed: sarsafedhgar 


Though Pratapa and Vikrama are synony- 
mous, it is vain to identify this Pratapa with 
the Vikrama quoted in the Sangita Makaranda. 
See, below, separate note on king pratapa’s 
Sangita chudamani. 


Digambara 


Parsvadeva refers to Digambara or Digam- 
bara Suri thrice in the chapter on dnce. The 
third reference is reverentially in plural. Evi- 
dently Digambara Suri is a Jain and most pro- 


bably a teacher of Parsvadeva. The three 

references are these— 

1. On the three kinds of au, a qazeq— 
ecu: fra: era east Fass s: | 
earning feracaafza: 1 p. 60. 

2. aeraqaatl eal at fFracaftar | 
sorarataay fara eat Freaact 0 

p. 63. SI. 89. 

3. deaqeadtt qesqergtdl farses | 

p. 63 SI. 93. 


Thus not only in philosophy and poetics, 
but in such subjects as drama, dance, music and 
pornography, also the Buddhist and Jain 
contributions to Sanskrit literature are immense. 


Sankara 


Parsvadeva quotes Sankara in the ararary 
ie. the fifth, p. 42: 

aaa front afs areraa fear waa 

afad wate cnaaitaaraay 


It may be that this Sankara is a historical 
writer on music, or only God Siva. 


The Puranas and Music 


As remarked above, references to Vyasa 
may refer to chapters on music in some of the 
Puranas. The Puranas that contain chapters 
on music are—the Visnudharmottara, the Vayu 
and the Markandeya. 


The Markandeya 
Of these the Markandeya does not regularly 
treat of music. In Chapter 21, it gives the story 
of Asvatara, the king of the serpents. He did 
penance and requested Sarasvati to give him 
his brother Kambala and to impart to him and 
his brother the music lore. Sarasvati did so. 
Asvatara and Kambala propitiated Siva with 
this music. Here, incidentally, in mentioning 
Sarasvati’s boon, the to picsin music learnt by 
the two Naga brothers are summarily given: 
MATA: AAT: A AAT ACTA | 
maa a aja oraereantt agar: 
MAAR ATA TH THA A TL! 
wmead’ sary Fa aratgaa FT Sag 
* * * 
aged oC art fava’ waza | 
Mary aa are Aaa ABs U 
* * * 
FAPITTTTT ATTANIT FL! 
aN HAT A WAG: HATA Fz 
Sls. 52—56. 
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The Vayupurana 


In the second Khanda of the Vayupurana, 
Chapter 24, latter half, and Chapter 25 deal 
with music. The former speaks of seven 
Svaras, three Gramas and the Ragas belong- 
ing to each Grama—twenty in w=qaara, 
fourteen in ysaziy, and fifteen in arearcata, the 
etymology, devata and description of each 
Raga, and yxZa7. The 25th Chapter is devoted 
to thirty Gita Alankaras. 


The Visnudharmottara 


The third Khanda of the Visnudharmottara 
contains a big art supplement treating of gram- 
mar, lexicography, prosody, poetics, drama- 
turgy, dance, Sangita and painting. Chapters 
18 and 19 here deal with music. In the beginn- 
ing the matter corresponds to that in the 
Vayupurana, though in the Visnudharmottara 
it is all in Sutra like prose. The following are 
dealt with— 


Svaras, Gramas and the Ragas of each of 
the three Gramas, three Vrttis, af, arfz, and 
aaalfz, nine Rasas and the Svaras for each Rasa, 
the three Layas and the Laya for each Rasa, ten 
Jatis, four Alankaras garate, seed, Tard, 
and saeqaeq, and the several kinds of songs, viz, 
ARTA, TUG, HRA, AAC, Tw, afsex, TAT, 
faa, cafaeat and aevitfaar. 


Here this chapter called amaaaa ends. 
The next chapter dealing with music is devoted 
to aIdiz, instruments. 


